Introduction
In recent decades, a number of writers have been challenging the earlier, dominant accounts of both the historical conditions that constitute modernity and the processes of cultural modernization. With regard to the wider social, economic, and political framework, "alternative," "incomplete," or "world" modernities are being claimed for places and periods that deviate from the supranational model of Western modernity. As Dilip Parameshwar Gaonkar points out, this foregrounding of alternatives does not mean to abandon the Western discourse of modernity, but rather to "destabilize its universalist idioms, historicize the contexts, and pluralize the experiences of modernity" (1999, (13) (14) . "Site-specificity"1 has been put forward as a means of contesting universalist idioms and the singular experience of a hegemonic modernity. For Gaonkar, who defines modernity as "a form of discourse that [constantly] interrogates the present" (1999, 13) , a site-specific analysis of alternative modernities "privilege[s] a particular angle of interrogation" (14).2 For S. A. Mansbach, it acknowledges, in the examination of other modernities and the literary and artistic forms they produced, "the determining factors of local traditions, indigenous reference, and contingent meanings" (2002, 289) .
Concerning cultural modernization, earlier canonical accounts of modern art projected Western Europe and, later on, the U.S. as the "centers" where a supposedly international modernism was born and developed in its highest forms, and from whence it was exported to other parts of the world, the "peripheries." There, the master-narrative continues, imitative and belated versions of modernism were created, which were inferior because of their presumably national character. A growing body of literature now challenges this discourse. Among others, Mansbach (1999, 2002) , writing on Eastern Europe (from the Baltic region to the Balkans), and Partha Mitter (2007, 2008) , writing on modern Indian art, aim at "decentering" modernism by foregrounding these other cases not as belated derivatives but as valid, parallel responses to different conditions of modernity. These "other" modernisms had different aspirations than those of Western "classical" modern art.
My approach to modern Greek Cypriot art3 is situated within this theoretical framework: it introduces the work of twentieth-century Greek Cypriot artists into this wider, international discourse of other modernisms. The historical exigencies in the post-1974 era (the de facto geographical and population partition of the island, following the Turkish military invasion of that year) have greatly limited access to twentieth-century Turkish Cypriot artworks for research south of the Green Line. Since the partial opening of the borders in 2003, it is mostly the works by young Turkish Cypriot artists produced in the new century that have become available for exhibition and study across the divide.4 Inevitably, my research on twentieth-century Cypriot art has focused on the work of Greek Cypriot artists. I do not, however, approach modern Cypriot art as two distinctly separate (even if parallel) Greek and Turkish Cypriot milieus. This, I believe, would amount to an uncritical surrender to the ideological discourse established and propagated both by nationalism imported from Greece and Turkey and by British colonial politics, which turned Christian and Muslim Cypriots into Greek and Turkish "nationals"5 (see for instance Morag 2004) . Works by all Cypriot artists in the twentieth century, at least in the pre-1974 period, make up a single corpus with a multitude of variants, which are not easily divided along "ethnic" lines.6 At the same time, however, the de facto division of Cypriots between the two main "ethnic" groups in the colonial era, along with the inability to transcend this division in the post-colonial years, inevitably presented each "community" with its own particular urgencies, aspirations, and discourses.
My present analysis aims at foregrounding Greek Cypriot artistic modernism as a product of and a response to Cyprus's particular experience of modernity. It was a site-specific modernism, which had to respond to specific historical urgencies, as it moved from the island's colonial condition-in the early and middle decades of the century-into post-colonial independence from 1960 onwards.7 Moreover, it was a modernism that had to negotiate Cyprus's status as a geographical and cultural periphery to a number of centers: to continental Europe, at the outskirts of which the island is situated; to the UK, as a British colony; and to Greece and Turkey-the ideological reference points for most (though by no means all) Greek and Turkish Cypriots, respectively. Greek Cypriot modernism, as a response to the above exigencies, questioned its present by engaging in a variety of ways with the past (tradition, heritage), as it aspired towards a brighter future. At the same time, it negotiated its peripheral status by transcending the one-way route of a mere receiver of influences from the centers and by translating any such influences into the local cultural framework. This in turn elicited responses from the centers to the particularities of some of the art production under examination, largely as a projection of their own ideological and aesthetic anxieties.
The paper focuses on three of the most important Greek Cypriot artists: Adamantios Diamantis (1900 Diamantis ( -1994 , Georghios Pol. Georghiou (1901 -1972 , and Christoforos Savva . Each of their oeuvres amounts to an important episode in the discursive formation of Greek Cypriot modernism, and taken together, they best exemplify the course of twentieth-century Cypriot art in the pre-1974 era. Diamantis's response to the conditions of colonialism was to imbue his "mildly modernist"8 painting with strong ideological references to a perennial Hellenic heritage and national identity,9 visualizing them in formal and thematic archetypes.10 The figure of the Cypriot peasant woman became the main agent for the above references in the colonial period, while during the inter-communal turmoil of the post-independence years, this figure was transformed into a symbol of the entire Cypriot people. Georghiou's response to the conditions of colonialism was a more varied affair, opting for the depiction of the cultural richness of Cyprus: Gothic ruins are shown next to Christian Orthodox churches and mosques; bell towers mingle with minarets; Orthodox and Muslim peasants exist side-by-side, often with very little to distinguish them from one another. This world is visually rendered with a multi-layered style, mixing a variety of past and contemporary artistic traditions. This rich mixture contributed to a range of positive responses to his work, both locally and from abroad, even to his anti-colonial paintings, which foreground the Greek Cypriot armed struggle of [1955] [1956] [1957] [1958] [1959] . The work of Savva marks a dramatic renewal of local artistic production, with a shift away from the emphasis on "heritage" and "local character," the focus of Diamantis's and Georghiou's art, to an urgent desire for modernization, which would consolidate Cyprus's new-found status as an independent state in the modern world. With regard to the arts in particular, this discourse aimed at synchronizing Cypriot art with international trends. For the other modernizing artists of Savva's generation, such synchronization involved an almost dogmatic adherence to abstraction-as the most direct move away from the earlier representation of an agrarian colony-and a rhetoric stressing a break with the past. Savva however, stood out among his contemporaries for his creative engagement with and appropriation of tradition, in such a way that he is revealed-more than a modernist-as a true avant-gardist. The existence of a case of avant-garde art on the periphery-outside the spatial and chronological framework of the historical avant-gardes-I believe contributes an important new chapter in the work of mapping "alternatives" to the master narrative of modern art.
Adamantios Diamantis: searching for a perennial heritage in the folk people
Adamantios Diamantis was a prominent member of the first generation of modern Greek Cypriot artists.11 By the time he returned to Cyprus after his studies in the UK,12 a climate of hostility toward British rule had formed among the majority of Greek Cypriots,13 and a desire to incorporate the island to the "national (Greek) body." It was in this climate that Diamantis, a rural-descended bourgeois and a cultivated young man,14 embarked on a decades-long process of idolizing the Cypriot peasantry and their land as living testimonies to the island's Hellenic cultural heritage. He viewed the ordinary folk, especially those in the mountainous areas, as the contemporary carriers, agents, or irrefutable witnesses of this cultural continuity. His stay at the village of Aghios Theodoros of Aghros during the summers of 1931 and 1932 was a watershed moment for his life and art:
For the first time I came to know my country. . . . I saw the world of Cyprus (τον κόσμο τον κυπριακό), I became familiar with it, and I started drawing anything I could: men, women, children. . . .What an indescribable revelation this was for me! Its antiquity, its truth moved me tremendously. . . . Since then, I have seen no other element in Cyprus that has moved me so much as the study of the people of Cyprus (η μελέτη του ανθρώπου της Κύπρου). The women stood as statues and moved like archaic figures (Οι γυναίκες έστεκαν σαν αγάλματα και κινούνταν σαν αρχαϊκές μορφές). . . . The ancient and eternal figures of this place constitute important sources of inspiration. (Diamantis 1957, 2) Diamantis's idealization of the "world of the simple people" would continue through the end of his life, even though by the late 1950s he already ascertained that this world had been irretrievably lost, and that he might never again encounter «το αρχαϊκό στοιχείο που κυβερνά αυτό τον κόσμο [που] είναι το άπαντο στην Κύπρο» (the archaic element that governs this world and [which] is everything in Cyprus; Diamantis's letter to Seferis, 12 January 1957; Pieris 1985, 81-82) .
This idealist approach to a segment of the Cypriot geographic, social, and cultural space has strong affinities with the mythopoetic gaze of his lifelong friend, the Greek poet George Seferis, who saw the whole of Cyprus as a segment of the wider Greek milieu. Seferis condensed this vision in phrases such as, «η Κύπρος πλάτυνε το αίσθημα που είχα για την Ελλάδα» (Cyprus has expanded the feelings I had for Greece; Pieris 1985, 32) , and «η Κύπρος είναι ένας τόπος όπου το θαύμα λειτουργεί ακόμη» (Cyprus is a place where miracles are still possible; Seferis 2004, 336) .15 Seferis was a leading member of the group of literary figures, critics, theorists, artists, architects, etc., in Greece who became known as the Generation of the Thirties. Among the most important parameters of their ideological and aesthetic project was the great value they assigned to the folk tradition. In the creations (images, sounds, texts, objects) of this tradition, they identified perennial elements-products of what they perceived as a certain quality that supposedly characterizes authentic works of different eras in the history of a people or a nation. They attributed importance to certain vernacular works, for example, the Απομνημονεύματα (Memoirs) of the semi-literate General of the Greek Revolution Yannis Makriyannis (1797-1864) and the accompanying illustrations (created from 1836-1839) by the Zografos father and sons, or the naïf paintings of the self-taught Theofilos Hatzimichail (c. 1870 Hatzimichail (c. -1934 . 16 One could easily associate this extolling of folk traditions by Greek modernists with equivalent attitudes in France, particularly Paris, during the interwar period. After all, the person largely responsible for transforming Theofilos from a naïf fresco painter in the Greek countryside to an easel-painting, proto-modernist artist was art critic, publisher, and connoisseur Stratis Eleftheriades (1897 Eleftheriades ( -1983 , better known as Tériade, who became heavily involved in the Parisian avant-garde after settling in Paris in 1915. The Parisian avant-gardists of the time, such as Guillaume Apollinaire and Pablo Picasso, had made an earlier, parallel discovery in the person of painter Henri Le Douanier Rousseau (1844 Rousseau ( -1910 . However, we cannot simply consider these parallel cases as manifestations of some straight-forward influence from one situation and place to another. As Mitter points out, "influence, [which] has been the key epistemic tool, implicitly or explicitly, in the asymmetrical valuation of cultural exchanges, . . . ignores significant aspects of cultural encounters . . . that need not necessarily be interpreted through ideas of domination and dependence" (2008, 538) . Put differently, "by attending to the specificity of place, one may grasp the creative ways in which transnational styles and avant-garde strategies were selectively adapted and inventively transformed" (Mansbach 2002, 289) . Therefore, while the Parisian avant-garde's interest in naïf art may be regarded as another episode in modern art's (transnational) tradition of Primitivism dating from the nineteenth century,17 the Greek modernists' discovery of Theofilos in the 1930s and his reconstruction in the following decades were related to their overall (national) search for, and negotiation of, some notion of Greekness (albeit understood or expressed differently among them). 18 Diamantis was fully aware of and affected by the cultural project of the Generation of the Thirties. But in colonial Cyprus, there was no equivalent to the Memoirs of Makriyannis,19 while the "Theofilos of Cyprus," Michail Kashalos, would not appear until around 1960.20 There was, however, a wider, mostly anonymous body of folk paintings, handicrafts, etc., the value of which Diamantis emphasized from early on.21 Diamantis shared this interest in folk art with other members of the cultural scene, several of whom founded the Εται-ρεία Κυπριακών Σπουδών (Society of Cypriot Studies) in 1936. The society's constitution included a proposal for the establishment of a Folk Art Museum, which was finally opened to the public in 1950 (Diamantis 1994 (Diamantis [1987 , 23).22 In the following years, particularly during the period of the anti-colonial struggle of 1955-1959, many Greek Cypriots expressed a more urgent need to emphasize what they regarded as their national identity. Folkloric tradition was enlisted to the cause.23 In 1956, the journal Κυπριακά Γράμματα (Kypriaka Grammata, Cypriot letters) published studies by the folklorist, author, and painter Athena Tarsouli and the composer Solonas Michailidis on Cypriot traditional art and demotic music respectively. Dominant in the texts by the two authors were the attribution to these popular expressions of perennial characteristics of the race (φυλή) and the effort to prove the Hellenic roots of the Cypriot folk tradition, as a branch of the larger Greek one. These articles had been preceded by the publication in the Athenian Νέα Εστία (Nea Hestia) of the study «Η λαϊκή τέχνη της Κύπρου» (Cypriot popular art) by Greek folklorist Angeliki Hatzimichali, described by her as "a quick sketch of the expressive richness of the popular art in Cyprus," which intended to show "the genuinely Greek origins of the Cypriot people" (1954, 222, 223) .
But while the Greek national discourse was important to the Greek Cypriot parallel project regarding popular tradition, Diamantis's search for the "archaic element" had a different urgency within the colonial milieu, an urgency not unlike other instances of anti-colonial resistance in the twentieth century. Writing about early twentieth-century India, Mitter elaborates how modernist artists "idolized rural India as the true site of the nation, evolving artistic primitivism as an antithesis to colonial urban values" (2007, 10) . Elsewhere he points out that, at first, "artistic nationalism [in India] had identified the nation with the past; from the 1920s, it began equating the nation with the soil" (Mitter 2001, 192) . Diamantis seems to have combined both notions of the nation's value inhering in its past and in its soil: for him the nation was located in the past, in the sense of its cultural heritage, and this past was still alive exclusively in the people who were connected to the earth, at least as he had encountered them in the 1930s. And while the ideological negotiation of popular tradition by the Generation of the Thirties in Greece mostly concerned the creations of this tradition, Diamantis's attention was, additionally, focused on the people of the land themselves: he regarded them as both creations of a certain place and time, as well as carriers of its diachronic, unchanged elements.24 As is already apparent from his comments in the aforementioned interview of 1957, women had a special role as carriers of eternal themes and forms within his ideological-aesthetic mythology: "The outside world filtered through to me by means of books and reproductions, [and] could not shake from me the vivid dream of a girl, half-hidden behind a wall-a real Doric Hydrophoros-and the eternal theme of mother and child" (Diamantis 1976, 11) . 25 Diamantis's mythologizing of the Greek Cypriot peasantry, whereby ordinary people, especially women, are fixed in time and place like ancient statues, is visualized in his continuous and varied rendering of the female figure, from early on in his work, as in one of his most important paintings, Οι φυτεύτριες (The planters, 1932 (The planters, -1933 Figure 1] ). One of the three women stands like an archaic, sacred figure: like a Doric column. Through a formally eclectic amalgamation of archaic Korai and classical Caryatids, Diamantis created a series of works in which the female form is elevated to an ideological Figure 1 . Adamantios Diamantis, The Planters, 1932 -1933 (Kore, 1931 -1958  pictured in Nikita 1998, 269) , Υδροφόρος (Hydrophoros, 1944 [ Figure 2 ]), and Γυναίκα-στήλη (Woman-stele, 1969 , collection of the family of Nikos Diamantis; pictured in Danos 2006, 18) , which amount to highly stylized versions of his earlier sketches of peasant women (see, for example, Diamantis 1979, 17) . The emphatic monochromatic plasticity with which the above three works are rendered reinforces Diamantis's intention to create associations with ancient statues and columns. Similarly, Μητέρα (Mother, 1959 [ Figure 3 ])-a work in which Diamantis develops the archetype of motherhood-alludes to the high relief of classical tomb stelae even though it is an oil painting. The three figures are enclosed in an unbroken curve line, which becomes straight at the base, thus forming a simple yet monumental form.26
Formally, Diamantis's work appears conservative; it stays entrenched in representational painting and manifests little intention to experiment. Yet he was well aware of modern art both from his studies in London and from relevant international publications which made their way to Cyprus. Moreover, from the mid-1950s onwards, some younger artists began importing to Cyprus developments with which they had engaged during their own studies abroad. Both he and many of these younger artists had chosen London as the site for their studies, even though it played a relatively peripheral role in modern art in the first half of the twentieth century in relation to Paris (and, later on, New York). While recent analyses of the British art scene of the first decades of the twentieth century have presented a more varied and progressive image of English art, the general consensus regarding the 1920s-Diamantis's English period-is that it was a time of no important developments, caught somehow between the earlier, pre-World War I surge of Vorticism (the British version of French Cubism and Italian Futurism combined) and the interest in abstraction and Constructivism in the 1930s and onwards.27 According to one author, "[t]he 1920s was a quiet decade for all the former rebels, a time of retrenchment when the need to concentrate on placid subjects was matched by an equally strong desire to depict the observed world with greater exactitude and directness." 28 Diamantis, however, adopted neither such "exactitude and directness" nor a regressive academicism. Instead, a mode of post-impressionistic, simplified modeling and figuration29 is dominant in his work, as both suitable to his ideological concerns and an appropriate formal vehicle to visualize the world of the Cypriot peasant. Since, as shown above, he imbued the figure of the peasant with ideological and symbolic connotations of heritage and identity, he could not have adopted the fragmented body of the earlier, European avant-garde; instead, wholeness had to be the main attribute of his works' protagonists. He stubbornly held on to such wholeness in his rendering of the human figure, even during the troubled years after the beginning of the armed anti-colonial His «λαξευτούς, τους τόσο σταθερά χαραγμένους χωριάτες» (sculpted, ever-so firmly chiseled peasants; letter to Seferis, 19 May 1955; Pieris 1985, 63-64) , his "Doric" maidens, hydrophorae, and mothers-Madonnas were being overtaken by doubt, instability, and uncertainty, as expressed in a number of works that function as allegories of the political conditions of the late 1950s, such as 1958 (dated 1958, private collection, Nicosia; pictured in Nikita 1998, 289) , and Σκληρά χρόνια 1957 -59 (Hard years 1957 -59, dated 1959 , collection of the family of Nikos Diamantis; pictured in Nikita 1998, 288) . He resisted fragmenting the human form even in his later and most modernist works: the Agonies series (created between 1963 and 1971), which constitute his response to the turmoil of the inter-community conflicts in the 1960s. Diamantis's newfound expressionism in these later works30 was the vehicle through which he depicted his ideological disillusion and his desperation over the civil strife.
But it was also something more: it signaled the end of his day-dreaming of peasant maiden-hydrophorae, the end of his Hellenic fantasizing. The human and especially the female figure, which retained its formalist and symbolic integrity, now functioned as a symbol of an entire people: Cypriots, especially, the Cypriot peasantry, suffering yet again, but holding on to their dignity, hoping for better days ahead.31
Georghios Pol. Georghiou's timeless Cyprus and anti-colonial murals: fulfilling expectations at home and abroad
Georghios Pol. Georghiou was another prominent member of the first generation of twentieth-century Cypriot artists, and like Diamantis, he focused much of his oeuvre on peasant life. Unlike Diamantis's work, however, Georghiou's presents a substantially more varied image of the island with regard both to its heritage and tradition and to its contemporary culture. Additionally, in formalist terms, his painting integrates a wide range of artistic traditions and more contemporary expressions. His work is a creative amalgam of elements from Cypriot popular art and the early modernist movements, as well as from older Western traditions and Byzantine art.32 The above eclecticism manifests the freedom of the self-taught though well-cultivated artist and the absence of an anxiety to either follow the dictates of some formal school of art or rebel against an existing establishment (the latter being an integral element of the rhetoric, if not always the practice of European modernism). At the same time, the formal richness of his painting fulfilled a gamut of aesthetic and, as I will show, ideological expectations of art lovers in Cyprus and abroad. Very likely, he was aided by the fact that his high bourgeois socio-economic status33 offered him access to circles abroad that were accessible to no other Cypriot artist in the pre-1960 period.
With his painting, Georghiou gave an atmospheric, almost dream-like rendition of Cyprus. Life in the countryside-often condensed in a single object, such as an old wooden cart [ Figure 4 ]-unfolds amidst ancient or medieval ruins, next to churches and mosques. Cypriots of all ethnicities populate both rural and urban scenes, for which Georghiou utilizes naïf-like drawing and soft earthly and bluish colors.34 His was an image of Cyprus that satisfied many commentators, locally and elsewhere. Western writers in particular found in Georghiou's oeuvre an attractive outlet for their fantasies, as part of the wider, collective fantasizing by the West, the object of which had been the Orient: in the eighteenth and nineteenth centuries, the Near and Middle East, and then, every non-Western geographic and cultural Other. "These are not views of Cyprus, but a vision of Cyprus, a vision of Greece," J. D. Beazley wrote on the occasion of Georghiou's exhibition in Oxford in 1950. "It may be fancy, but I am continually reminded of early Gothic with its naturalness and morning freshness; even more-not of Byzantium, but of Romanesque."35 The Cypriot artist's works seemed to be fulfilling the horizon of expectations of a segment of the Western European public, which included the romantic "cult of the ruins" and the love of "picturesque" landscapes, as well as the fascination with the unknown and/or the exotic. These elements came together as if to represent a fantastic, impossibly syncretic contemporary reality. As Maurice Collins stated in a BBC broadcast about Georgiou's 1953 exhibition in London, "Georghiou paints the Cyprus around him, an island where a predominantly rustic population lives among antiquities of Greece, Rome, and Venice, and of crusading times and of Turkish rule."36 For Lawrence Durrell, who was living in Cyprus in the 1950s, Georghiou's "vision" was more Central European than Mediterranean.37 Durrell wrote about Georghiou's art in 1955. That same year, Jean Charbonneaux referred to Georghiou as an artist rooted in and growing out of his native land; for the French commentator, this meant that Georghiou was "passing among the popular traditions and the Byzantine forms and encountering the freshness of the Homeric sources." While not rejecting the parallelism made by others between Georghiou and Paul Gauguin, he counter-proposed a comparison with El Greco.38
Georghiou's creations seem, additionally, to be meeting with the ideological urgencies of people in his own country as well as in the wider Greek milieu. Charbonneaux's assessment is close to an earlier analysis by Diamantis on the occasion of Georghiou's exhibition in Nicosia, in 1950: "Georghiou has expressed Cyprus-alive and ancient and spiritual, with her simplicity and romanticism, interwoven with his own world. . . . [He has painted] the inspiration, the atmosphere and the spirit of our land" (Diamantis 1951, 60) . More than twenty years later, in 1972, Cypriot painter Yiorgos Skotinos would use similar language when he wrote that in the «σουλούπι» (look) of a "simple peasant" in Georghiou's work, one recognizes "the ancestors; something archaic-like in its texture, something Byzantine in its color, something that, in the austerity of the composition, brings to mind classical [art]" (1972, 443) .
In Greece, back in the late 1950s and early 1960s, law professor, politician, and writer Themistoklis Tsatsos was emphatically pointing to the "Greekness" in Georghiou's art, along with the nationalist myth of purity: "the forms emerging in Cyprus, untouched by foreign cultures . . . Georghiou harmonizes all these-light, colors, shapes rising out of the Cypriot land-with an archaic simplicity." And, he continues, "Georghiou is neither naïf nor primitive. He is archaic. Archaic, like the sculptors of the Kouroi and the Korai of Athens, and of the pediments of the temple in Aegina. Archaic, the way that only a Greek born and raised in a Greek land like Cyprus, could be" (Tsatsos 1960, 9) . 39 Tsatsos was here engaged in the same discourse as Diamantis in the pre-independence era, failing or unwilling to recognize the complexities in Georghiou's oeuvre, anxious to foreground, above all else, the supposed Greekness of Cyprus. Most of this rhetoric was forcing an ideological straitjacket on Georghiou's work, especially if we consider the eclecticism of his images. At the same time, however, the variety of visual references to past eras, including antiquity, in many of Georghiou's paintings, along with the subject-matter of those from the 1950s, which directly derived from the political events of the time, must have contributed to such readings of his works. They constitute either allegories40 or more direct narratives (containing, additionally, heavy doses of symbolism) of the anti-colonial era. His large, heavily populated, mural-like works, in particular, constituted a direct response to the armed struggle of 1955-1959. Cypria Saga, from 1956 [ Figure 5 ], is the earliest among them and the most ambitious: a multitude of figures, symbols, and allusions to historical and religious traditions crowd in the foreground of the picture, which develops vertically. Any illusion of depth is achieved by the differentiations in the figures' sizes. This conceptual rendering of the forms, along with an horror vacui impression of the packed surface, give the work the character of folk art. Of similar nature is Αχυρώνας του Λιοπετρίου (Σκηνές από τον aγώνα) (The Liopetri barn [Scenes from the struggle], 1959) [ Figure 6 ]. It is another suffocatingly Figure 5 . Georghios Pol. Georghiou, Cypria Saga, 1956, oil on wood, 120cm × 218cm [whereabouts unknown] . Image courtesy of En Tipis Publications crowded composition, like a mural of an epoch: the throng of Cypriots, the British soldiers, the police, the mother, her killed son, the wounded soldier, the informant, the oversized boot of the conqueror, and the national-religious symbols of the conquered people.
With such works, Georghiou could be seen as shifting from his earlier eclecticism of presenting the cultural hybridity of Cyprus's past and present-wrapped in a cloak of poetic haze and exotic nuances-to a site-specific modernity, particular in both its time and its place, informed by the contemporary realities of the colonial condition. Nevertheless, his rhetoric continued to emphasize the cultural multi-layering of Cyprus. In anticipation of the establishment of the Cypriot republic in 1960, he painted another large composition, entitled The Rebirth of Cyprus, about which he wrote: "A new state is born, next to all the others in the world, down from the cross of love and martyrdom, amidst Greek, Byzantine, and Gothic ruins, and all else that remains from countless past occupations of the Greeks and Turks of Cyprus" (Georghiou 1960 ). In the footnotes to his short text he pointed to specific Neolithic and archaic exhibits at the Cyprus Museum, as the sources for his figures in The Rebirth.41 This continuous emphasis on the island's rich tradition-surviving in its present-must be one of the main reasons why, like his earlier apolitical works, his later, political paintings received similarly positive responses from abroad, including from commentators in the UK, the seat of colonial rule. A case in point is the critical response to the directly political painting Τα φυλακισμένα μνήματα (The imprisoned graves, 1958, Art Galleries of the Arch: Makarios III 
Image courtesy of En Tipis Publications
Foundation; pictured in Loizidi 2001, vol. 2, 221) . The work was reproduced on the cover of the Greek-language magazine Times of Cyprus, accompanied by Georghiou's appeal to the British Governor of Cyprus "to free the young dead who are buried behind bars . . . so they may be given a Christian burial, so they may rest in peace" (Georghiou 1958) .42 Later that year, The Observer newspaper in London published the Cypria Saga as part of George Clay's article, "Passion and Patriotism."43 The writer not only expressed sympathy with the Cypriot struggle, but he also compared Georghiou's painting to Francisco Goya's series Disasters of War and to Picasso's Guernica. 44 The favorable reception with which images such as the Cypria Saga and The Imprisoned Graves were met in England is surprising at first. One could rightly ascribe such reception to the sympathy with which British and European "progressive intellectuals" (Loizidi 2001, 28) viewed various liberation movements. After all, the first half of the twentieth century witnessed the culmination of anti-colonial struggles in parts of Africa, the Middle East, and Asia. However, with regard to Georghiou's work in particular, I believe that the favorable reception had more to do with his overall oeuvre, which had already satisfied Western European desires for "exoticism." Early twentieth-century modernism had directed its look further afield toward Africa, Oceania, and the Pacific, in its quest for Primitivism. However, in other quarters of the wider European cultural milieu, there was still a fondness for a milder exoticism than the more aggressive primitivist manifestations of the historical avant-gardes. Georghiou was catering to such milder tastes, in effect producing twentieth-century versions of nineteenth-century Orientalism from within the Orient. He was thus sparing his Western audience from any sense of ideological guilt, since these images were coming from inside the place of their fantasizing.
Cypriot critics, on the other hand, were anxious for Cypriot art to break out of the isolation of the periphery and to be accepted into the centers of artistic developments. Georghiou's was the only work to have managed up to that point to do so and thus became the main point of reference for commentators emphasizing the need to produce in Cyprus the kind of art that would be positively received abroad. Writing in 1959, Leonidas Malenis noted:
Georghiou . . . saw Cyprus and its people through a crystal-clear, purely humanist lens, clear of the haze of our island's historical and social adventures. On the surface, he may have recourse to history, but he never subjugates himself to it. His art is a great example of what can be achieved by non-committed art, and his work proves how self-sufficient artistic production can be, when it stands its ground. In this climate his great works . . . such as The Imprisoned Graves and Cypria Saga, . . . were enthusiastically received abroad, especially, in England. . . .
[I]n this work there exists a combination of trends and colors that create what we could refer to as a "Cypriot atmosphere"-a climate of a place situated between East and West. (Malenis 1959, 92) Here, apart from the anxiety to see Cypriot art breaking out of the confines of the island, Malenis was in fact pointing to the artistic developments that would come to dominate the first period of independence: contemporary Cypriot art, at least in its more aesthetically progressive segment, would gradually shed much of its earlier ideological baggage by focusing instead on artistic concerns and aims (in part adopting high modernist ideology concerning "purity" of means and materials in art),45 in its striving to synchronize itself with international developments.
Christoforos Savva: avant-garde on the periphery
The leading figure in the collective effort to modernize Cypriot art, to bring it in line formally and conceptually with international developments, was Christoforos Savva. His work manifests, from early on, a shift in priorities from the more directly ideological-political content of Diamantis's and Georghiou's art to an emphasis on the formal and technical aspects of artistic creation. This is the case even with his Cypriot-subject works from the years of the anti-colonial armed struggle, such as Αποκαθήλωση (Deposition, c. 1955 [ Figure 7] ), which seems to have been born from the political conditions of the time. In this painting, and in parallel to Georghiou, Savva visually renders a local character by mixing elements from folk and Byzantine traditions with aspects of early European modernism (such as Fauvism). He achieves this by means of Figure 7 . Christoforos Savva, Deposition, c. 1955, oil on wood, 84cm × 51cm, private collection. Image courtesy of En Tipis Publications the seeming naiveté of the drawing; curvilinear forms of the bodies; clear, flat colors; stylization of the facial characteristics; and emphasis on the flatness of the picture surface via the vertical development of the composition. But at the same time, his picture is free from the symbolism or allegories found in many of Georghiou's works. Savva became therefore the connecting bridge between the generation of Diamantis and Georghiou and the artists born during the interwar period. It was with several of these younger artists that Savva would lead the way to a new stage in the development of Cypriot art by now engaging with contemporary aspects from the international artistic scene.
Interestingly, this development took place after Savva left the artistic centers of Europe and permanently returned to the Cypriot cultural periphery.46 He began producing non-representational works while constantly experimenting with a variety of often unorthodox materials. In a group of works which he exhibited in 1962 in Nicosia, such as in Το μνήμα του ποιητή (The poet's tomb) [ Figure 8 ], oil co-exists with sand, plaster, and sack-cloth. These works amount to Savva's own translation of the form and materials of European Art Informel (formless art), the most prominent examples of which had been the creations by the Catalan Antoni Tápies and the Italian Alberto Burri in the 1950s. Even though Savva must have known the two artists' work47 as well as Art Informel in general from those years, it was only after his return to Cyprus that he achieved such breakthrough. His leaving Paris enabled him to rid himself of the influences of French postwar Cubism and to (re)establish his links with the more current trends in English modernism, as well as to systematically experiment with materials.48
It must be noted, however, that Savva's engagement with Art Informel in terms of form and materials did not necessarily coincide with the intentions of Burri or Tápies.49 The latter produced works that are agents of philosophical and social associations, directly related to the socio-political and philosophical realities of postwar continental Europe, which had little bearing for post-independence Cyprus. The ideological and existential anxieties, owed to the tragic consequences of two World Wars and the haunting of the Holocaust, which permeated Art Informel works on the continent, did not have any such resonance in an island colony at its geographical and cultural margins. For Savva, the use of new materials served largely compositional, technical, as well as practical needs and expediencies. In this respect, Savva is closer to his English contemporaries, who, though influenced by their continental European colleagues (as well as by the U.S. Abstract Expressionists), produced work in which no equivalent philosophical-ideological basis exists.50 In these creations, Savva seems to strive for a visual and aesthetic balance such that the unorthodox materials cannot stand "autonomously," nor can the entire work emerge as a "self-sufficient" material presence (all important elements in Art Informel). Savva's idiosyncratic engagement with and response to modernism is also exemplified by the fact that, during these years, he produced both abstract and representational works, seeing no inherent conflict in this. On the contrary, he seemed to be exploiting his position on an artistic periphery as one of freedom from any kind of orthodoxies-whether academic or modernist. While artistic modernism had originally glorified (at least in rhetoric) the break with the past and the resistance against various establishments, along the way it developed its own orthodoxy, becoming even a new master-narrative, especially with the discourse around U.S. Abstract Expressionism. It was this hegemony that post-modernism strove to overturn via a number of strategies, such as adopting hybridity of media within a single artwork, as well as reinstating representational subject-matter. The wide range of forms, materials, and techniques that make up Savva's copious oeuvre transports him into such a condition of post-modernity, at a time when his fellow artists, and Cyprus in general, were still aiming to become modern. This, I believe, justifies his designation as an avant-gardist on the periphery-beyond the confines of hegemonic "historical" avant-gardes-something especially true with regard to what perhaps is his most important group of works, his ifasmatografies (appliqués or patchworks). Savva's ifasmatografies constitute a multi-faceted achievement. Firstly, he successfully transported into a new medium the creative amalgam of local-popular and post-Byzantine-traditions and early European modernism, something he had already achieved in his early paintings. Secondly, even though with some of these works Savva seems to be continuing the earlier discourse on cultural heritage and continuity by tapping into ancient art-for instance, with Μαργαρίτα (Daisy, c. 1961 [ Figure 9 ])51-he did not aim at satisfying the immediately ideological concerns of Diamantis. The older artist's negotiation of tradition was conducted amidst the urgencies of anti-colonial resistance. Savva was appropriating tradition as part of his project of modernization which, unrestricted by any form of dogmatism, was simultaneously engaged with the conditions of post-modernity.
There is, moreover, a third aspect in Savva's ifasmatografies that reinforces his avant-garde status. With these works, he appropriated a tradition which concerned the space of vernacular home economy, including weaving and needlework, and of crafts, which for several centuries had been pushed to the margins of the fine arts. All these had been mostly female occupations. In the ifasmatografies, Savva elevates this women's tradition of craft and domesticity to the status of "high art" in the public domain. And while the early Western avant-garde movements are regarded as sites where the separation between high and popular was sometimes contested, the specific feminist take on this division did not get under way until the late 1960s.52 Savva was probably not engaged in an ideological program equivalent to that of feminist artists some years later. At first, and like so many other novel developments in art, his introduction of cloth and the media of stitching, appliqué, etc., originated out of practical exigencies: the low cost of the materials.53 At the same time, his adoption of new materials and techniques had already been part of his experimentations and creations since the late 1950s. Savva's transition from paint and canvas to cloth and stitching was continuing his earlier endeavors. But the fact that the ifasmatografies alluded, in terms of subject-matter, to high art and, in terms of technique, to popular crafts resulted in the overtly positive reception with which they were met in the Cypriot cultural scene. Thus, despite the absence of some programmatic statement equivalent to those issued by American and European feminist artists later on in the decade, Savva achieved the elevation of a largely female craft into the realm of high art, in a much more effective way. This was possible because his work was free of the tensions that were often embedded in these later artists' work and ideological program. 54 Along the way, some of his ifasmatografies were enriched with ready-made objects, while a few others are not strictly representational works. The hybrid character of the ifasmatografies, both in terms of content as much as in terms of media and form (a mixture that we encounter also in Savva's three-dimensional 
Conclusion: post-independence Cyprus-the striving for modernization
In the second part of the 1960s and in the early 1970s, a number of the more progressive artists of Savva's generation were engaged in establishing a modernism on the periphery of Europe. Most of them endeavored for a kind of "pure" modern art, largely deriving aspects from Constructivism's formalism-though not its socio-political conceptualizations-as well as from American Minimalism and hard-edge or abstract geometric painting. These artistsincluding Stelios Votsis (1929 Votsis ( -2013 , Andreas Chrysochos (b. 1929 ), Andreas Savvidis (b. 1930 ), Andreas Ladommatos (b. 1940 ), Georghios Sfikas (b. 1943 , and others-directly aimed at the synchronization of Cypriot art with current international trends, which, by the end of the decade, included also Optical and Pop Art. For them, part of this process was the rejection of their older colleagues' work, adopting modernism's rhetoric of rupture with the pastunlike Savva's creative engagement with it. Whatever modernist elements were embedded in the painting of Diamantis, Georghiou, and other artists of the previous generation were seen as belonging to an already outdated modernism; and the traditional world of Cyprus that was at the core of the earlier artists' oeuvre seemed an anachronistic image of a country that had just emerged from colonialism, and which now aimed at redefining itself as a free, modern state:
The second or middle generation of Cypriot artists . . . followed the road of abstraction. . . . They worked, for a long time, as a group. They constantly engaged in a dialogue on artistic issues, both of Cyprus and of Europe, they discussed a work's formal problems, and they searched for originality. . . . From 1960 to 1974 . . . they tried to create within the trends of Op Art, Pop Art, Neo-Dada and sculptural constructions. Often, they would abandon one style for another that was newer, there would be gaps in their course, they were in a hurry. . . . They approached art with a relatively clear aesthetic theory. . . . They looked for absolute aesthetic connections of the various elements. Some of them kept to the formal aspects of a work. Others tried to find the psychological aspects, and to give a psychological justification for the [work's] structure. (Chrysochos 1986, 78-79) This recounting by Chrysochos offers a comprehensive picture of artistic developments in Cyprus in the 1960s. Perhaps in no other period of modern (νεότερη) Cypriot art was there such rapid experimentation in such a wide range of forms of expression, accompanied by a continuous dialogue on theoretical issues. Creators such as Votsis, Ladommatos, and Chrysochos often wrote in the press, where, besides their critiques of current exhibitions, they expounded on theoretical problems. This discourse, found in discussions such as those to which Chrysochos referred to above, included few or no references to wider issues regarding the national-cultural identity of Cyprus as a new state. Such matters, which were an integral part of not only the political developments of the decade but also the discourse in other areas of cultural production such as literature, were almost completely absent in these artists' dialogue. Occasionally there were references to creative assimilation of elements from popular, Byzantine, or ancient Cypriot traditions, such as in commentaries on Savva's ifasmatografies.55 Such references, however, were not developed into wider discussions on "Greekness" or "Cypriotness" in which modern Cypriot literature and the dialogue around it were already engaged (see for example, Moleskis 1984) . Despite the strong ideological connections between Greek Cypriots and Greece, twentieth-century visual arts in Cyprus-at least in the pre-1974 era-had limited direct connections with (let alone dependencies on) Greece. Several of the first generation artists (such as Diamantis) studied in countries other than Greece, and for much of the century-especially, the middle decades-it was London that was the most frequent destination for Cypriots attending art schools. 56 Of greater urgency for the progressive members of the second generation was the modernization of Cypriot art and its related discourse. Of the various art forms they engaged with, they viewed abstraction as the main means for this modernization, perhaps as the most effective way to escape the depiction of the traditional world, which had been the focus of much Cypriot art in the previous decades. Moreover, they considered abstraction as the main vehicle by which they could function as a group: "we all work, or want to work on structural abstraction (δομική αφαίρεση), [even though] each of us is a separate, different personality. . . . In pure abstraction, there can be collaboration because individual expression is set aside in favor of a search for structure" (Votsis 1969) . In their engagement with abstraction, they were largely encouraged by Greek art critic and historian Tonis Spiteris, who had been appointed artistic advisor to the Cypriot government in 1967 and who, true to his promise, opened the way for Cypriot participations in the international biennales. His aggressive promotion of younger artists was accompanied by the perhaps inevitable rhetoric of rupture with what had gone on before, presenting an overtly negative and, to a great extent, unjust image of earlier Cypriot art. On one occasion in 1969, Spiteris referred to the older artists of Cyprus as the "bluebeards of academic arteriosclerosis!"57 On another occasion, he inaccurately referred to a "state of standstill" (Spiteris 1970) to describe the Cypriot artistic scene in 1964! Undoubtedly, some of the works Spiteris was promoting, for all their slick exterior, were rather superficial exercises in borrowed styles, which, however, artists hoped would give them access to the international art scene.58 Yet Figure 10 . Dimitris Constantinou, Kore, 1965, iron, 144cm × 10cm , State Collection of Contemporary Cypriot Art. Image courtesy of En Tipis Publications many of their works-especially by artists who did not dogmatically adhere to the notion of a total break with the past, as they were more conscious of the site-specificity of their own modernity-were more substantial, and they constitute examples of a creative, local modernism. The sculptural work Κόρη (Kore, 1965) [ Figure 10 ] by Dimitris Constantinou (1924 Constantinou ( -2010 is formally abstract, yet it metaphorically stands as a human figure. The resemblance of Kore to a standing flute or shepherd's pipe potentially alludes to popular tradition. Moreover its title refers both to a young woman, in general, and to the archaic sculptural type of the Korai, in particular. While this last element is, at least conceptually, in parallel to similar allusions in works by Diamantis, here the negotiation of the abstract form places the piece fully in 1960s modernism; in particular, the repetition of the geometric motif along the surface of the work looks toward Minimalism and Optical Art.59 Such works, both by Constantinou as well as by some others members of his generation, are clearly beyond any type of narrative or (ideological) symbolism, which characterized much of Cypriot art in the earlier decades. Instead, they stand for the collective effort in post-independence Cyprus, at modernization, yet through a process that did not denounce tradition (a rupture that had been integral, at least at an ideological level, in the course of Western modernism), but creatively engaged with it in dialogue, embodying the self-confidence of the young republic, looking toward a brighter future.
Postscript
Unfortunately, the political events in the years following the declaration of independence did not vindicate the general optimism with which the newly-founded state took its first steps, striving to join the contemporary, developed world. In spite of this, the group of progressive artists of Savva's generation continued on the path of modernization and, by the end of the 1960s, more younger members were added to the contemporary art scene. The latter adopted the more recent international expressions, including some post-modern trends, until the course of Cypriot art, just as the rest of Cypriot life, was violently interrupted by the events of 1974. Amidst the impact of these events and the subsequent processes of reconstruction at all levels, both the country in general and its cultural production in particular followed new directions. In the arts, especially, several years would go by before the synchronization with international developments was once again put forward as a priority. Of greater urgency in post-war Cypriot modernity (in Gaonkar's notion of a constant questioning of the present) was the redefinition of both collective and individual identities, through processes that were more inward-looking and private, compared to the pre-1974, post-independence years. We may say that, with regard to the visual arts, Cyprus's peripheral modernism lasted for about two decades, from the late 1950s to the first years of the 1970s. Artistic creation from 1980 onwards demonstrates a hitherto unknown degree of heterogeneity and pluralism-perhaps no longer constituting another modernity on the periphery but a case of the wider post-modern and contemporary global hybridity.
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1 "Site-specificity" here is not used in the more narrow sense of site-specific artworks, but it is rather referring to the wider "career and dilemmas of modernity from a specific national/ cultural site" (Gaonkar 1999, 14) .
2 While part of the analysis of Gaonkar (1999) aids my negotiation of twentieth-century Greek Cypriot modernity (especially with regard to the pre-1974 era), I am not in easy agreement with his refusal to consider the post-modern turn and the new state of globalization as a shift from Enlightenment modernity. What he considers as the "global and multiple" state of "modernity today," which has no "governing center and master-narratives to accompany it" (13), very much describes what many other theorists have defined as post-modernism (as a now specific historical era), and/or contemporary, global post-modernities.
3 Both in reference to art as well as more widely, my use of "modern [Cypriot] " is to render the notion of «νεότερο» and does not necessarily carry specific modernist associations; where the latter is intended with regard to art, I utilize "modernist." 4 In the regrettably limited historiography of twentieth-century Cypriot art, publications in English and/or Greek that include the work by Turkish Cypriot artists are scant. To my knowledge, there have also been no Turkish-language publications tracing twentieth-century Cypriot art. I was recently informed that Zeynep Yasa Yaman (an art historian based in Ankara with whom I have collaborated in organizing an exhibition of Cypriot contemporary art in Istanbul) is putting together such a survey.
5 In the dominant division between Greek and Turkish Cypriots, other ethnic and religious groups are often side-lined. Armenians, Maronites (Levantine Catholics), and Latins (Catholics under the Latin Patriarch of Jerusalem) also have a long history on the island.
6 Hopefully, one day Cypriot art will be seen, documented, and analyzed as a multifaceted yet single corpus. To date, only one publication has aspired to be a survey of twentieth-century art by all Cypriot artists, aptly titled, Cypriot Art in the Twentieth Century (Inatchi et al. 2004) . Unfortunately, it completely failed to deliver an integrated, consistent, and analytically solid narrative of its subject. Instead, its main part amounts to little more than a mostly chronological sequence of short biographies of artists, including a very narrowly formalist analysis that simply traces the stylistic influences from the main Western movements and/or major artists on the Cypriots' work. Though commendable as the only publication to include, side by side, references to and works by Greek and Turkish Cypriot artists, it is far from a comprehensive, integrated analysis of all Cypriot art.
7 Cyprus had been part of the Ottoman Empire since 1571; but even though it was ceded to the British in 1878, it entered the twentieth century still in an essentially pre-modern, agrarian state. As a Crown colony from 1925 onwards, it embarked on the road to modernization, a process that intensified after the island acquired independence in 1960.
8 "Mildly modernist," as used in the histories of art and of music, denotes works that borrow modernism's stylistic devices but not its revolutionary stance against conventional systems of representation or tonality.
9 S. A. Mansbach (1999) , writing on Eastern European modern art, points out that "[the] makers of modern art [in these countries] most often emphasized national individuality rather than universality. They responded variously to a public demand for expressions of national self-consciousness through which an emerging nation might stake its claims to membership in a modern world" (4).
10 My use of "archetype" throughout this text is not within the psychoanalytical Jungian framework but rather in the sense of prototype and/or of a recurrent symbol or motif.
11 "First generation" designates artists born from the final years of the nineteenth century through the first half of the 1910s. Second generation Greek Cypriot artists are those born from the late 1910s through, either the early 1930s, in terms of the artists' age (this approach was adopted in Danos 2009) or the early 1940s, in terms of their associations in the arts scene (the approach I adopt in the last part of the current text).
12 He studied in London in the early 1920s at Saint Martin's School of Art and at the Royal College of Art. He returned to Cyprus in 1926, where he began a long career in secondary education parallel to his artistic activities. For a comprehensive though uncritical account of Diamantis's life and work, see Nikita 1998. 13 Various policies by the British contributed to the development of a Greek national consciousness in the Christian Orthodox population. The first extensive reaction by mostly Greek Cypriots against British rule surfaced in the 1930s. In a January 1950 referendum, almost 96% of Greek Cypriots voted in favor of enosis (union) with Greece (Morag 2004, 613) . Greek Cypriot anti-colonial sentiment culminated in the armed struggle of 1955-1959, the main aim of which was to unite the island with Greece, rather than to achieve independence.
14 As Morag (2004, passim) points out, it was mostly in the cities among urban educated classes that Cypriot-Greek and later Turkish-nationalism developed.
15 From Seferis's comments (written in Famagusta, in 1955) , in the collection of his "Cypriot poems": . . . Κύπρον, ου μ' εθέσπισεν (Ημερολόγιο καταστρώματος Γ'). Originally they were included in the "Σημείωση" (Note) of the first edition of the collection, in December 1955. 16 See, among others, George Seferis, «Ελληνική γλώσσα» (1937 Seferis, «Ελληνική γλώσσα» ( ), «Ένας Έλληνας-ο Μακρυ-γιάννης» (1943 Seferis, «Ελληνική γλώσσα» ( , 1945 and «Θεόφιλος» (1947) (republished in Seferis 1984, 64-76, 228-263 and 458-466 respectively) ; Odysseas Elytis, «Τα σύγχρονα ποιητικά και καλλιτεχνικά προβλήματα» (1944), «Οι εικονογραφίες του Στρατηγού Μακρυγιάννη και ο λαϊκός τεχνίτης Παναγιώτης Ζωγράφος» (1946) and «Ο ζωγράφος Θεόφιλος» ( [1947 [ ] 1967 [ , 1973 [ ) (republished in Elytis 1987 and Yannis Tsarouchis, «Ο ζωγράφος Θεόφιλος» (1938) (republished in Tsarouchis 2003, 28-53) .
17 The literature on Primitivism in modern art is extensive; for a very brief, but dense overview (which includes references to Henri Le Douanier Rousseau), see Foster et al. 2004, 66. 18 This search may be philosophically traced back to earlier concepts in the European history of ideas, such as to the notion proposed by Johann Gottfried Herder (1744-1803) of the unique spirit of a people (Volkgeist), which is best discovered in popular creations; or to the concept of the artwork as the product of a cultural and social milieu promoted by Hippolyte Taine (1828-1893), in his Philosophy of Art, and his emphasis on the environment of customs and mores-ideas that can be traced even earlier to Johann Joachim Winckelmann (1717-1768), the widely acknowledged "father" of the academic discipline and the practice of Art History. For the impact of this philosophical tradition in nineteenth-and early twentieth-century Greece, see Danos 2002 . For more extensive analysis on Herder's influence in Greece, see Dimaras 1985, 384 and Dimaras 1993, 62, 293-299 . For a brief view of Herder's more general contribution to the development of the ideology of ("romantic") nationalism, see, Hutchinson 2004, particularly 110 and 114. 19 In a letter to Seferis dated 11 March 1959, Diamantis writes "we should all read Makriyannis down here" (Pieris 1985, 100) .
20 In the fall of 1954, during Seferis's second trip to Cyprus, he and Diamantis discovered wall paintings with subjects derived from the 1821 Greek War of Independence by the popular painter Hatzianastasis Christodoulou in a coffee shop in Peristerona village. Seferis referred again to Christodoulou in a letter dated 2 January 1955, calling him a "colleague of Theofilos" (Pieris 1985, 54) .
21 In one of «Δύο άρθρα ειδικού» (Two articles by an expert) published in the newspaper Ελευθερία in January 1932, the anonymous author-who I believe was Diamantis-expressed the hope that some "Maecenas would undertake a project of such outmost importance, namely, the establishment of a Museum of Folk Art" (Anonymous 1932). In the second article, apart from the need to create a popular art museum, the writer additionally refers to the need to establish an art gallery that would contain reprints of important works from the history of (Western) art, from the Renaissance to the present, aiming at the best possible "enlightenment" of Cypriot people on artistic matters. My certainty of the writer's identity is due to the article-interview by Diamantis (1957) , where he notes that he "had also written much earlier" on the idea of establishing a popular art museum, as well as "the need for a museum with good art reproductions" (Diamantis 1957, 2) .
22 Back in 1930, the Greek consul to Cyprus brought Diamantis a book on Greek embroideries by folklore scholar Angeliki Hatzimichali along with a letter of hers in which she referred to the establishment of folk art museums. Four years after the establishment of the Folk Art Museum in Nicosia, Hatzimichali published the study «Η λαϊκή τέχνη της Κύπρου» (Folk art of Cyprus, 1954) .
23 Such references to popular tradition had already been made in earlier decades: "The most important characteristics of the Greek national consciousness of the Cypriots, down to our time, are their manners and customs, and their perceptions that are fully analogous to the ancient Greek ones. . . . The study of Cypriot folklore constantly proves an even closer affinity between it and the rest of the Hellenic world. This is the irrefutable proof of the same continuity in the Greek Cypriots' national consciousness, from the very ancient times to today" (Spyridakis 1947, 161) .
24 Diamantis dedicated the greatest part of his painting oeuvre to the depiction of the λαϊκός κόσμος (folk people) of Cyprus. He depicts peasant men and women at work, at rest (especially men at the coffee shops, and in other facets of public life), and in aspects of family life (mostly women with children).
25 The excerpt is from Diamantis's "Biographical Note" originally published (in English) in the catalogue of his exhibition at the Commonwealth Institute in London in 1964.
26 Commentators have linked Diamantis's motherhood works with the Holy Mother and the theme of Madonna and Child (see Christou 1994, 17 and Nikita 1998 passim) . Yet another connection, though also a contrast, could be made to the number of "mother and child" works by Henry Moore, Diamantis's fellow student at the Royal College of Art. In an extensive analysis of such works by Moore, Julian Stallabrass (1992) 40 For example, the religious episodes of the Crucifixion, Deposition, and Resurrection become subjects in several paintings, at times combined in a single work, as in the large composition Ο Χριστός ανασταίνεται στην Κύπρο (Christ rises in Cyprus, c. 1955 , Collection of the Rhodes Municipal Gallery; pictured in Loizidi 2001, vol. 2, 183) . These works are populated by contemporary Cypriot peasants, while the depicted route from death to life stands symbolically for the desired liberation from colonial rule.
41 According to Nikolaou (1982, 103 ), Georghiou's "explanation" of the painting was originally published in the English-language newspaper Times of Cyprus on 24 July 1960. The Greek version was published in Καιροί της Κύπρου (Times of Cyprus) magazine (Georghiou 1960 Loizidi 2001, vol. 2, 215) .
43 The entire article is included in Greek (taken from the magazine Αγωγή, vol. 11 [1957] [1958] [1959] ) under the title «Κύπρος-ανθρώπινη δοκιμασία» (Cyprus-a human ordeal) in a pamphlet designed by Georghiou in 1959 Georghiou in -1960 . A few excerpts in English are included in Loizidi 2001, 28. 44 I believe that Georghiou's works also call for a comparison with Mexican Muralism. Even though none of his large anti-colonial works are actually wall paintings, their size, subject matter, and formal treatment bring them close to this revolutionary Latin American tradition. It is possible that Georghiou had knowledge of Mexican murals. In the 1920s and especially the 1930s Mexican Muralism had made a strong impact in the U.S. and in Europe. Georghiou traveled constantly (see the "Biographical Record" in Loizidi 2001, 62-67) , and he may well have attended the Mexican art exhibition at London's Tate Gallery in 1954.
45 It must be noted that Malenis was moreover taking sides in a debate that had been going on during the 1950s in Cyprus, about "committed" and "non-committed" art. Leftist newspaper Χαραυγή (Haravghi), for instance, had often attacked the work that Christoforos Savva exhibited during those years, as "failing" to fulfill the mission of art as a means for the betterment of the human condition in general, or to address the urgent political exigencies in Cyprus in particular. Interestingly, during the 1960s the newspaper's critics took a positive stance towards Savva's artanother indication of the shift in priorities that took place in the post-independence era-even though they still held onto their objections about abstract art in general (see Danos 2009, 34-51) . For Malenis, art needed, on the contrary, to be "non-committed" and free from contemporary exigencies, political or otherwise, if it was to stand its own ground.
46 Savva had lived and studied in the UK and France for about twelve years between 1947 and 1959, during which he periodically came back to the island. During his English period, he adopted in his painting elements from earlier modernist trends such as Fauvism and a mild version of Cubism, as those had already been adapted in British modernism. After his entry into André Lhote's school in Paris in 1956, Savva assimilated a (late) Cubist idiom of a rather academic, conservative character (despite the fact that it was something new for Cypriot art). Through this, he continued producing representational works, even though the subject-matter functions just as a formal and compositional element (such as in his female nudes, from [1956] [1957] [1958] [1959] . His truly important work essentially began after his return to Cyprus in 1959, once he rid himself of the above influences and entered a period of experimentation.
47 Tápies represented Spain at the Venice Biennale in 1954 and 1958, and Burri took part in 1956, while his work was also exhibited, at the time, in France.
48 Savva's friendship and collaboration with Welsh artist Glyn Hughes (b. 1931), who had settled in Cyprus in 1956, contributed to the new directions in which his work proceeded. Hughes had brought with him the most recent stage in English abstract art, which had developed under the influence of U.S. Abstract Expressionism and of the European trends of Tachisme and Art Informel. Savva probably saw some kind of kinship between Hughes's work and his own, so he chose his Welsh colleague, rather than one of the Cypriots, as his partner for one of the most important ventures in the modern cultural history of Cyprus: the establishment of the Apophasis Gallery (where, among a great range of events, the first exhibition with works by both Greek and Turkish Cypriots took place, in the Fall of 1961). Hughes related to me that he began using materials such as sand in the early 1960s, in parallel to Savva. Among his influences in this direction, Hughes mentioned Burri-whose exhibition he had attended recently-and English artist Sandra Blow, who, he noted, "was in vogue, at the time" (from a conversation with Hughes, Nicosia, 9 May 2008). Blow's works were included in an exhibition by eight contemporary English artists (Alan Davie, Terry Frost, Adrian Heath, Roger Hilton, Peter Lanyon, William Scott, and Bryan Wynter) at the British Council in Nicosia in December 1961, which may have had an effect on the work of both Savva and Hughes. It seems, however, that Savva had been experimenting with various materials as early as 1959. An article (J. A. 1959) on his earlier, December 1959 solo exhibition in Nicosia, includes a mention of Nude in the Street (whereabouts unknown)-a true novelty for Cypriot art, since it was a collage made of cine film pieces, franking postage, and paper covered in Perspex, which was pinned to the picture by brass studs. The reviewer also notes the use of sand-as well as wire and paper-in some of the works at the show, such as Eve (no. 17, in the exhibition brochure).
49 Other artists who had similarly engaged with Art Informel were Jean Fautrier, Jean Dubuffet, Pierre Soulages, and Georges Mathieu.
50 Among sources that point to the "eclectic" approach of British artists to various imported modernisms, for instance, Sandra Blow's use of materials under Burri's influence, see Standeven 2006 and Gooding 1997 . Stallabrass (2008 makes the point that " [British] vanguards and modern movements were generally politically muted affairs." There was, for example, "no equivalent of Hannes Meyer's Bauhaus program, let alone of anti-aesthetic Soviet Constructivism (it was rather the prettified, liberal version of that movement, stemming from Naum Gabo and Antoine Pevsner, that was embraced in Britain)" (122).
51 The image on Daisy was adapted from a Cypro-Mycenaean vase in the Cyprus Museum in Nicosia. Another example of an ifasmatografia with references to antiquity is Κούρος (Kouros, 1961, private collection, Nicosia; pictured in Danos 2009, 58) . Such references were not lost on both older artists and his contemporaries, all of whom had high praise for the ifasmatografies, stressing his creativeness in this contemporary translation of tradition. Telemachos Kanthos (1910 Kanthos ( -1993 , one of the leading members of the first generation of Greek Cypriot artists, declared that "the deep and human, rough plastic element [αυτό το βαθύ και ανθρώπινο, το αδρό πλαστικό στοιχείο] of [ancient] Cypriot sculpture," which, he continued, "lives again in our Byzantine painting, in our traditional weaving, knitting, cloth making, embroidery, wood carving, and pottery," has been inherited by Savva. In Savva's "new orientations and quests," it lived on, as his work was seen to be "rooted in [this] old Cypriot heritage" (from Kanthos's remarks at the opening of an exhibition with ifasmatografies and aquarelles by Savva, in 1961; cited in Economou 1988, 42) .
